treasured well into the nineteenth century."
2 In encomia to the vernacular Bible, whether written by early modern theologians or modern scholars, it is always its text that is praised. Yet from the very beginning many Lutheran Bibles, as well as many Lutheran catechisms and devotional texts, were illustrated. Let us begin, therefore, in the context of this discussion of the Reformation's long-term impact, with a story from the age of the Enlightenment and Romanticism, a story that testifies to the ongoing power of the Lutheran Bible's images rather than its words.
From March to May 1787 Johann Wolfgang von Goethe was travelling in Sicily. His return journey from Messina to Calabria was not a happy onehe was suffering from seasickness, aboard an uncomfortable French ship crewed, he believed, by incompetents. The ship was blown off course and was eventually caught in the current surrounding Capri, drawn towards a sheer rock face. Goethe, in heroic and ironic fashion, addressed his panicked fellow passengers, telling them as Catholics to pray to the Virgin Mary. Of course nothing happened, and the ship came so close to the rocks that the crew took up poles ready to push it away if necessary. "The violence of the surf seemed to be increasing, the ship tossed and rolled more than ever; as a result, my seasickness returned and I had to retire to the cabin below. I lay down half dazed but with a certain feeling of contentment, due, perhaps, to the sea of Tiberias; for, in my mind's eye, I saw clearly before me the etching from the Merian Bible. It gave me proof that all impressions of a sensory-moral nature are strongest when a man is thrown completely on his own resources."
3
Goethe was by this time turning into a worshiper of art and nature alone, with a strong preference for Greek gods over the one Christian God. He was also no great devotee of "Gothic" art. In the sixteenth century religious images had fallen victim to iconoclasts' axes; in the eighteenth they fell victim to the artistic taste of the time, which was directed above all towards classical antiquity. Late medieval and Reformation images were removed from churches, and the art of the Reformation languished in relative obscurity until its rediscovery and installation in museums during the nineteenth century. Yet Goethe was comforted in a moment of crisis by an image from the illustrated Bible that he knew from his Lutheran childhood in Frankfurt am Main (figure 1).
The Merian Bible to which Goethe referred was produced, in its first edition, in Straßburg in 1630. It is a magnificent work: folio format, with numerous high-quality engravings that had appeared first of all in Matthaeus Merian's Icones Biblicae (1625-27).
4 The text of the Merian Bible is Luther's canonical 1545 version, the last to which the reformer himself made corrections during his lifetime. The Bible's preface notes that it was printed on the 100th anniversary of the Augsburg Confession, a very clear statement of Lutheran confessional identity in the midst of the traumas of the Thirty Years' War. For the next hundred years, the workshop run by Merian's heirs continued to produce new editions. In southern Germany, Basel and Alsace in particular, Merian's became the most popular German Bible, at least among the wealthy. Moreover, the engravings, whether taken from the Icones Biblicae or from the Merian Bible itself, were copied numerous times in various media: not only in later illustrated Bibles (both Protestant and Catholic), but also in paintings on the galleries of churches. Indeed, the Katharinenkirche in Frankfurt, where Goethe attended services as a child, contained a series of gallery paintings based in part on Merian's engravings that had been installed in the 1680s at the behest of Philipp Jakob Spener, the founding father of Pietism.
5
The Merian Bible represents a high point in the history of illustrated Lutheran Bibles, a history that began in Wittenberg with Luther himself. In the New Testament that Luther hurried to produce in September 1522, only the book of Revelation was illustrated -with Lucas Cranach the Elder's sharply anti-papal woodcuts. Luther's Old Testament translations, as they appeared gradually between 1523 and 1534, did contain images, and his first complete Bible, printed in Hans Lufft's workshop in 1534, was also carefully illustrated with a cycle of 117 new woodcuts produced in the Cranach workshop by an artist who signed himself as "Master MS." But even in 1534 the Gospels and Acts of the Apostles -the central records of Jesus' ministry on earth - remained entirely image-less.
6 Gradually, however, during the later sixteenth and seventeenth centuries, images crept into these key texts. Images became an important element of Lutherans' experience of all parts of Scripture, as Goethe's vision suggests.
Why were there images in these Bibles? Why was the pure Word of God accompanied, in many cases, by visual distractions? Luther's own justifications for religious images are well known: images were matters of Christian freedom, they could be used for commemoration and as witnesses to God's merciful works. In the preface to his illustrated 1529 prayer book Luther wrote that this "lay Bible" was necessary because "one cannot present the Word and work of God too much or too often to the common man, if one sings and speaks of it, makes sounds [klinget] and preaches, writes and reads, paints and draws."
7 Images -above all spiritual or internal -were also for Luther inevitable parts of religious experience: "whether I want to or not, when I hear the word of Christ, there delineates itself in my heart a picture of a man who hangs on the cross," he commented in Against the Heavenly Prophets.
8 Under pressure from Calvinist iconoclasm, Lutheran theologians defended images in more detail and at greater length during the late sixteenth and early seventeenth centuries.
9 At the same time the Frömmigkeitsbewegung, the movement for the renewal of spiritual life that had Johann Arndt as its greatest exponent, assigned religious images a new value, arguing that they, like music, could play a part in Einbildung, the process by which God's word was impressed upon the human heart. Matthaeus Merian's own writings provide a good entry point for considering the role that images had come to play in Lutheran piety and confessional identity by the early seventeenth century. Merian is famous today above all for his series of topographical engravings, which looked back to the glory of the Holy Roman Empire before the destruction of the Thirty Years' War. He was born in Basel, studied in Paris and elsewhere, and spent most of his career in Frankfurt, where 10 In 1625-27 he published the Icones Biblicae, an album of Scriptural images, each of which was accompanied by short verses in Latin, German, and French. No Protestant author ever produced a defence of sacred images that was as detailed or as sophisticated as those written by the great Catholic apologists of the time, men such as Johannes Molanus and Gabriele Paleotti. But the prefaces to "image Bibles" such as Merian's did reflect on the role of the visual in religious devotion, and helped to construct and to disseminate a specifically Lutheran theology of images.
Not surprisingly perhaps, given that it is written by an artist, Merian's commentary opens with a lengthy discussion of the arts, in particular the "free art of painting," which he describes as waxing and waning like the moon, from the glory of ancient Rome, through the barbarous times of the Goths, Lombards and Huns, to a revival under Emperors Frederick III and Maximilian I. The culmination of this revival was the work of the great German artists of the Renaissance: Albrecht Dürer, Lucas Cranach, and Hans Holbein, who could "rightly be described as the German Apelles, Zeuxis, and Parrhasius."
11
Such appreciation of images' cultural and aesthetic value had not been a standard part of early evangelical discourse: Luther, for example, never invoked images' beauty as a reason for their retention. Rather, aestheticism emerged as a theme during the second half of the sixteenth century, above all in the prefaces to cycles of biblical images -precursors of Merian's Icones Biblicaethat were intended to educate the laity but also to tempt wealthy purchasers and to serve as pattern books for artists.
In the age of princely and patrician collecting, the authors and publishers of such texts recognized the importance of aesthetic appreciation as a means of reinforcing social distinction. Tobias Stimmer's Neue Künstliche Figuren, printed in 1576 in Basel, was intended, for example, for people who were "learned in art," while Merian addressed himself to "people who fear God and understand art." Artistic skill also, however, reinforced the perceived spiritual effectiveness of the image. Merian wrote that those to whom God had given artistic ability should make proper use of their talents, with the help of discerning patrons. He, Merian, had therefore undertaken to illustrate Scripture "not only for entertainment and pleasure, but also, and most importantly, to excite the soul to pious thought and contemplation of the stories depicted."
12
Merian's engravings are exquisite. They are set apart from what had gone before above all by their detailed representation of nature; in this regard they constitute a visual precursor to the physico-theology of the Enlightenment era. Here in 1625-27, however, Merian's images reflected a general contemporary interest in the spiritual contemplation of nature.
13
After his discussion of the arts, Merian addressed images' pedagogical and devotional functions: their ability to lead their viewers to contemplate and understand Scripture. The recognition that images move -movere or bewegen -their beholders is there already in Luther's writings, but for him images should move not to an openly affective response -to tears, for example, as late medieval Passion iconography had done -but to memory or recollection. Merian's understanding was rather different. He wrote in the preface to his Icones Biblicae: "There is no doubt, since objects move the senses, that through straightforward [vnpassionirter] contemplation of these figures the soul [Gemüthe] will find itself very differently engaged than in consideration of frivolous paintings of Venus, the shameful obscenities of Pietro Aretino and similar scandalous inventions."
14
Here Merian, who was himself eventually accused by Frankfurt's city council of associating with Spiritualist followers of Valentin Weigel, echoed the ideas of the Frömmigkeitsbewegung in his characterization of the power of visual contemplation. Arndt, for example, in his 1596 Ikonographia, had stated that no Christian heart could object to images of Christ's Passion, for "the Holy Spirit forms in your heart that which you see externally."
15 Simon Gedicke, writing from Saxony in 1615 in response to Brandenburg's Calvinist iconoclasm, argued that "what a man sees before his eyes goes to his heart and moves him."
16 Johann Valentin Andreae in his 1619 Christianopolis, a Utopian description of an ideal Christian community, described a statue of "the crucified Christ, so skilfully made as to move even the hardest of hearts."
17
From the later sixteenth century onwards, images were, these authors demonstrate, accorded an important role in Verinnerlichung, in the process by which intellectual knowledge of God was transformed into his affective presence in the soul.
During the seventeenth century, the Lutheran conviction that images provided a powerful didactic and devotional tool led to the development of ingenious image-based works of biblical instruction, which responded to the pedagogical innovations of the time. Sigismund Evenius' Christliche Gottselige Bilder Schule was one of the earliest, printed in Jena in 1636 and intended, according to its preface, for teaching at school and in the home children as young as three, four, and five.
18 In his preface Evenius wrote of the use of physical images from the time of the Apostles via Tertullian, Gregory of Nyssa, Eusebius, and Gregory the Great, to Luther and beyond. Biblical images were, he wrote, published during Luther's lifetime‚ and had thereafter "from year to year multiplied and improved," until the final emergence of emblematic images with their explanatory texts. Although Evenius clearly did not believe that images alone could teach -each of his has an over-abundance of interpretative text -his work pushed visual pedagogy in new directions, making physical images the centrepieces of understanding and remembering. Other seventeenth-century experiments included Johannes Buno's Bilderbibel, published in Hamburg in 1680, which took the Lutheran art of visual mnemonics to an entirely new level. Buno's work comprised over 1,000 pages of octavo text, with a separate volume of 70 images, and sought to put before its readers' eyes things that were "difficult to grasp […] and escape the memory again quickly, such as numbers, strange and unknown names and words, and the like."
19 There were also Bibles that adopted a hieroglyphic principle, replacing individual words with images. Melchior Mattsperger's Geistliche Herzens-Einbildungen was published in Augsburg in 1685. It was intended, according to its preface, for young and simple folk, and worked on the principle that "when this or that word is expressed through an image, it will both lie in the heart and shape it more."
20
By the end of the seventeenth century, images' roles in Lutheran education and devotion were well established, though still not entirely uncontested. What happened as Protestantism started to become a global religion? Images were certainly exported with Protestantism to the New World. Mattsperger's 1685 hieroglyphic Bible was, for example, the precursor to a whole genre of such books that remained popular in both Europe and North America for more than two hundred years. And although New England meeting houses were functionalist and sparsely ornamented, emblems, such as those favoured by Mattsberger, were frequently used on tombstone carving. 21 We know that images constituted an important part of Catholic -especially Jesuit -mission strategy. We tend to assume, however, that Protestantism's earliest active missionaries, the Halle Pietists, did not make use of images. The traditional view of Halle Pietism as hostile to the visual arts has been revised in recent years, but August Hermann Francke certainly rejected Buno's Bilderbibel and warned that the engravings in image bibles were "seldom made with understanding, and often brought children more damage than profit."
22 A letter preserved in the Franckesche Stiftungen suggests, however, that some of his followers were alert to images' potential. In 1737 Johann Ernst Geister, who had travelled from Halle to Madras and then established a mission in Cuddalore, wrote to a pastor in Halle expressing his pleasure at the receipt of an image Bible.
23 As the efforts of the Halle missionaries were reinforced by those of the Moravian Brethren in particular, it seems likely that Protestant willingness to use images in missionary activity increased. Nikolaus Ludwig von Zinzendorf was himself well aware of images' affective power, and developed a "religion of the heart" that was expressed both verbally and visually, for example in depictions of Christ's blood and wounds.
24
Given the importance accorded to images in Lutheran Bibles and in other works of religious instruction we should perhaps not be surprised to find that Goethe, confronted by the power of nature and the incompetence of French sailors, derived comfort from an image from the Merian Bible that he knew from his Lutheran youth. Goethe was, of course, writing at a moment that we associate with a transition in aesthetic sentimentality, at a moment in which ego-documents started to dwell in new and explicit ways on the emotional character of individual experience. We will never be able to trace, for an earlier period, the psychological impact of religious images that Goethe's shipwreck story reveals so nicely. But it is clear from their "image theology," if we can call it that, that Matthaeus Merian and his contemporaries hoped and expected to create precisely such an impact. To be sure, aestheticism always sat somewhat uncomfortably side-by-side with commitment to the pure Word of God, as Pietist criticisms of baroque art and music demonstrate. And to be sure, didacticism was always the primary Lutheran justification for images. But to characterize Lutheran art as an emotional blank and to conceive of it as dry and intended only to teach the basic precepts of the faith, is wrong. The religious function of Lutheran images quite clearly extended beyond the "didactic and commemorative" to encompass the "sensual and aesthetic." 25 With the renewal of a culture of affective piety in the late sixteenth century, and with the flourishing of Lutheran pedagogy in the seventeenth, evangelicals showed a great willingness to harness the beauty and emotive force of images, to employ them in their campaigns for spiritual and moral renewal. They developed a theologically grounded aesthetic, in which images' beauty was understood to reinforce their spiritual significance. And as Goethe's story suggests, even once eigh-teenth-century arbiters of taste excluded Cranach and his followers from their critical canon, Reformation art continued, via the medium of illustrated Bibles, to shape Protestant sensibilities. 
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